In 1674 was published in London 'Macbeth, a tragedy, with all the alterations, amendments, additions, and new songs; as it's now acted at the Duke's theatre'. This edition, probably on account of its small literary value, has met with little attention from the editors of Shakespeare: nevertheless there are many interesting points connected with it, some of which I will endeavour to develop. The 'amendments' I shall pass over altogether: they are merely changes introduced for the purpose of expunging words and expressions that had become unfashionable, or of regulating and perfecting the metre (in the earlier parts of the play only) after the fashion that Dä-venant considered desirable. For the most part they are of value only to the historian of the language; to the verbal critic they are rarely of use; to the interpreter of Shakespeare's mind and art they are worse than worthless.
Neither shall I dwell on the 'alterations' that is to say the omissions. Yet they are by no means uninteresting, in connexion with the history of public opinion on theatrical matters. A mere enumeration of the principal of them will shew this. The Porter, the apparitions in the Witches' cavern, the dialogue between Lady Macduff and her son, Macduff's long description of his assumed voluptuousness, the Doctor who describes the touching for the evil, the other Doctor who takes notes of Lady Macbeth's somnambulistic confession, the episode of Siward and his son, as well as some minor characters, Menteith, Caithness etc. are entirely discarded. The fifth Act has also been almost rewritten. Some of these changes may have a possible apology on the ground of stage convenience; but most of them (notably the replacing of the Doctor by Seyton in the sleep-walking scene) are specimens of the gros-sest artistic blundering. It is curious that one of the passages thus omitted has been selected by Mr. Furness as one 'which may contain an allusion (everlasting bonefire in the Porter's speech) which would point more to Davenant as its author than any other'. Davenant was eighteen years old when this 'allusion' was published, probably in his nurse's arms when it was written. It is rare indeed to find the editor of the best edition of any separate play in existence napping in such a matter as this.
Of the ' additions' in like manner there are some that have little immediate interest for us; such are the polite conversation between Lady Macdnff and her hostess on the occasion of her visit to Macbeth's castle; the scene in which the witches appear to Macduff and his wife; the farewell recriminations between the same two persons; or the perversely singular scene in which Lady Macbeth is haunted by Duncan's ghost, so as to give her and her husband an opportunity of exchanging their characters. A few lines from this scene will be sufficient justification for any neglect of Davenant at the hand of aesthetic critics. And this was inserted in a later part of the play that contained the ghost of Banquo, was played to fashionable audiences and highly applauded some fifty years after Shakespeare's death. The climax of the scene from which the above exquisite bit is taken runs thus: without any reason whatever, dramatic or psychologic, Duncan's ghost puts in a second visitation: Lady Macbeth shrieks out 'See the Ghost again!' Macbeth coolly observes 'Now she relapses' calls for her Women has her taken out and soliloquizes: Anglia, VII. band. 9 She does from Duncan's death to sickness grieve, And shall from Malcolm's death her health receive. When by a Viper bitten, nothing's good To cure the Venom, but a Viper's blood.
Perhaps before taking leave of this part of the subject it may be worth while to note that two scenes between the Macduffs, both that in which he defends his intention of making himself king, and that in which he defends his intention of running away from his wife, are dignified above the rest of the play by being written in Drydenesque rhyme. So much for amendments alterations additions and alliterations: but c new songs' are a different matter. I shall have to treat of them at greater length. They are two in number, and had both been previously printed in the edition of 1673, which in other respects was merely a reprint of the First Folio. As Davenant's play (though reprinted in Furness' admirable Variorum Macbeth) is not likely to be in the hands of most of my readers I give these songs here in full.
First Song by Witches.
1. Speak, sister, speak, is the deed done? 2.
Long ago, long ago. Above twelve glasses since have run.
3.
Ill deeds are seldom slow. Nor single: following crimes on former wait: The worst of creatures fastest propagate. Many more murders must this one ensue, As if in death were propagation too. 1.
He will -2.
He shall -3.
He mustChorus.
Spill much more blood And become worse to make his title good. Now let us dance! Sometimes about a hollow tree A round, a round, a round, dance we; Thither the chirping cricket comes And Beetle singing drowsy hums.
Sometimes we dance o'er fens and furze To howls of wolves and barks of curs; And, when with none of those we meet, We dance to th' echos of our feet.
This song was clearly not written for this play; the first two lines were manifestly, from the structure of the verse, put in, in place of the two last lines of the first stanza, which had been omitted. The song is a popular witches' song, or rather fairies' dancing song, adapted into the play for the purpose of introducing a dance. It is clearly not Davenanfs, for in his edition he adds another verse of different structure (not beginning with 'Sometimes'):
At the night-raven's dismal voice Whilst others tremble we rejoice. And nimbly, nimbly, dance we still To th' echos from a hollow hill.
These two last lines are probably the two that have been cut out at the end of the first stanza. Nor is there any thing in the first song that specially belongs to this play: I should not be surprised to find it in another play of earlier date either original or translated. It is certain in any case, seeing that these songs are found in the edition of 1673, which is anterior to 9* A round, a round, about, about! All ill come running in, all good keep out! 1.
Here's the blood of a Bat. Hec.
0 put in that, put in that! 2.
Here's lizard's brain. Hec.
Put in again! 1.
Here's juice of Toad, here's oil of adder, That will make the Charm grow madder.
2.
Put in all these 'twill raise the stench! Hec. Nay here's three ounces of a redhaired wench. Chor.
A round, a round, &c.
Now on these songs we have to observe that they are indicated in the Folio of 1623 and the succeeding Folios 1632, 1664 by the stage directions:
Music and a Song within: Come away, come away, &c. Music and a Song: Black Spirits, &c.
also that there is no pretext whatever for making 'a Song' mean only one verse or stanza, as the modern editors would have us believe to be the case in the Folios of 1623, 1632, 1664 and even of 1685: the songs surely include the whole extracts as given above from the editions of 1673 and 1674. Also that these two songs which are undoubtedly written by Middleton are introduced in the only two scenes in Shakespeare's Macbeth where Hecate enters: also that they like the Hecate speeches in Macbeth are distinguished from the other witch versicles by being chiefly written in iambics and not in trochaics; also that there is not another scrap of Middleton's play that could possibly have been transferred to Macbeth. From all which we may find reason for agreeing with Messrs. Clark and Wright that this superfluous personage, Hecate, is entirely a creation of and insertion by Middleton and no portion of the play as Shakespeare wrote it. But I do not wish at this part of the subject to enter on that question. I must here make a short digression to shew that Middleton's Witch is far more a copy of Jonson's Masque of Queens than it is of Shakespeare's Macbeth and consequently must have been written after 1609. This will dispose of the theory which some still hold that Middleton's was the earlier play and was imitated by Shakespeare. That Jonson wrote from independent sources and did not copy Middleton is clear at once from an inspection of the passages quoted in his own notes. Middleton certainly never read these: what little he has not borrowed from Jonson's text or Shakespeare's he has taken from Reginald Scot. Here are some of the passages in which he agrees with Jonson:
1. There take this unbaptized brat;
Boil it well, preserve the fat. Middleton. I had a dagger what did I with that Kill'd an infant to have his fat.
Jonson. Shakespeare has: finger of birth-strangled babe.
2. The bones of a green frog. Middleton. The blood of a frog and the bone in his back.
Jonson. Shakespeare has: toe of frog.
3. Round, around, around; about, about. Middleton. About, about, and about. Around, around.
Jonson. Shakesp. has: Round about the cauldron go, and, in the suspected passages.
Perform your antic round. The weird sisters hand in hand There do go about, about. 4. Sisters, stay; we want our Dame.
Jonson. We lack but you, we lack but you.
Middleton. 5.
gristle of a man that hangs After sunset i. e. of a murderer.
Middleton. A murderer yonder was hung in chains I bit off a sinew.
Jonson. Shakespeare has: grease that's sweaten From the murderer's gibbet. 6. Have you your ointments? Prepare to flight then. I will but noint and then I'll mount. Middleton. Quickly anoint and come away.
Jonson. 7.
Heard yow the owl yet? S tad.
Briefly in the copse As we came through now. I need not give the similarities between the suspected parts of Macbeth and Middleton. They have been abundantly illustrated by Stevens and added to by the Clarendon Press Editors. It will be sufficient to say that no such list of similarities as the foregoing can be shown to exist either between Shakespeare and Middleton or between Shakespeare and Jonson. It will indeed be seen at a glance that several particulars supposed to have been taken by Middleton from Shakespeare have really been received from Jonson. For the likenesses are too exact for us to suppose that they merely drew from the same source namely popular tradition. Where Jonson did this (and we know from his notes if he did so) he is not like Middleton who followed Scot. It is when Jonson gets his material from Classical sources or from the rarer writers on magic who wrote in Latin that Middleton's words are exactly like his. The inference is that Middleton copied straight from Jonson.
I now .wish to call the reader's attention to a matter which may at first sight appear an obviously outworn and futile topic, namely, the nature of the Witches in the original drama, as it was left by the great Magician himself, and this I would do under the following heads. 1. The witches in the scene on the heath who prophecy to Macbeth and Banquo. 2. The witches in the cavern who are consulted by Macbeth. Noticing by the way along with these divisions the ideas entertained concerning the witches by the acting personages in the tragedy itself. 3. The witches of Middleton and Jonson: and the notions imported from them into the play by modern readers. It will I think be found that even the exquisite criticisms of Lamb and Hazlitt have only partially sounded the depths of this manifold and intricate subject.
FLEAY,
Firstly then I will examine into the nature of the witches in Act I, Sc. 3. It is useless to go further back into the comparative mythology of these beings than the notions of the time of Shakespeare himself. All discussion as to the way in which Diana and her Nymphs, the Laraiae and Larvae, the Noras, Herodias, the Pythian priestessen and other personages, each contributed their special elements to that strange compound, the medieval witch, would be entirely beside the present question. I only want to know what Shakespeare thought or wished his hearers to think about her. The most natural starting point then seems to be the account of Hollingshead from which we know that Shakespeare's plot was derived. He describes them as * Three women in strange and wild apparel, resembling creatures of elder world'. They meet their interlocutors 'suddenly' they vanish 'immediatly'. They are reputed by Macbeth and Banquo to be 'a vain fantastical illusion 1 . But 4 the common opinion was that these women were either the weird sisters, that is, as ye would say, the goddesses of destiny or else some nymphs or fairies, endued with knowledge of prophecy by their necromantical science'. After this explanation Hollingshead calls them only 'weird sisters'. Forman the quack physician and astrologer, in his description of the play as he saw it performed 20. April 1610, calls them 'three Women-Fairies or Nymphs'. Heylin in his Cosmography 1625 denotes them as 'three Fairy Witches (weirds the Scotch call them)'. In no passage, in any authority however, independent of the play itself, are they ever confused with the Medieval old Witch-woman. Let us then, after examining into the meaning of Weird, Fairy, Nymph, the three names applied to these beings, turn to the text of our author and see if he agrees with his authorities or no. In the German myths the three fatal sisters are Vurdh, Verdhandi, and Skuld: Present, Past, and Future. They appear in our own literature in Warner as 'weird elves', in Chaucer as 'The Fatal Sustrin', in ballads as the 'Weird lady of the Woods'. Apuleius gives the Moira the same distinctive offices as to Present, Past, Future.
1 Gawain Douglas gives weird sisters as a translation of Parcic. The Ortus Vocabulorum 1514 quoted by Dyce has 'Cloto; anglice one of the thre wyrde sisters'. Chaucer, Gower, Surrey all use weird as equivalent to Fate. The weird sisters then are certainly the three Noras, the Fates, the Destiny Goddessses. That Fairy meant the same thing we can see in Cotgrave's Dictionary who gives us 'par Feerie; Fatally, by Destiny, by appointment of the Fairies', and nymph is merely a synonyme of Fairy as is shown by 'Nympha, fairie' in almost every Latin Dictionary of the seventeenth Century. One thing is quite clear; none of our authorities speak of Macbeth and Banquo being met by witches in this scene; and surely Forman was not likely to mistake what he saw: his ears might misunderstand words, he might fancy it was Macbeth who was made Prince of Cumberland instead of Malcolm: but his eyes could not mistake three decrepit hags for 'the Fairies', the Fate Goddesses. In the scene of the tragedy itself their description is in exact accordance with Hollingshead: they are withered, wild in attire, not like inhabitants of the earth, bearded (with age), prophetic, incorporeal. But there is nothing whatever to make us confuse them with witches, except the stage-direction of 'Witches vanish'. When we look however to the effect produced by them on their hearers our opinions as to their actual identity with the Destinies is modified. Banquo as soon as he hears one of their prophecies fulfilled says 'What can the devil speak true?' and afterwards speaks of them as 'instruments of darkness'. Macbeth on the contrary believes them to be the real 'weird sisters' and makes inquiries about them. In the course of these inquiries (as we must infer from his letter to Lady Macbeth: there was probably a fuller account in some one of the many passages that have been cut out of this play and lost) he meets with the witches who persuade him that they also have the power of prophecy (of which more hereafter), and are in constant intercourse with the weird sisters, the destinies, 'their masters'. Macbeth accordingly speaks of his visit 1 to the 1 Yet it ought to be noted that in the two passages in which Macbeth speaks of the weird sisters in connexion with his visit to the witches the reading is wizard sisters in the third and fourth Folios, which certainly would not have happened in these passages alone of the many in the play where the word weird occurs had there not been some traditional or other good reason for the change. So that after all it is possible that Macbeth as well as Hollingshead distinguishes the witches from the weirds in all respects. FLEAY, witches as one to the weird sisters. But when the end is near, and the wood comes to Dunsinan c he doubts the equivocation of the fiend that lies like truth'; and when he hears that Macduff was not 4 born of woman' he calls the weird sisters of his earlier time 'juggling fiends'. In fact he becomes a convert to Banquo's theory that the 'sights' in the cavern and on the heath were illusions of the devil. How then are we to explain Shakespeare's giving up the weirds of the grand poetical Norns for the petty sorceries of the medieval devil V For it is clear that this is the ultimate result that is left on the mind after unprejudiced reading of this play. The answer is not far to seek. The play was written in compliment to king James I., soon after his accession to the throne. His miraculous power in healing the king's evil, his descent from Banquo, his assumption of title as king of England, Scotland and Ireland, are all praised in this tragedy: it is a most unlikely thing that his advanced views on Witchcraft should be omitted in a Witchplay intended as a compliment to him. Now in this Royal author's Demonology we find, that he not only identifies Diana and her Nymphs with the Queen of Fairy and her court, but goes on to tell us that the whole matter is illusion; not any thing that ought to be believed by Christians: except in general; that the Devil illuded the senses of sundry simple creatures in making them believe that they saw and heard such things as were nothing so indeed. Here we get our links filled up: the Fairy-weirds are only Satan's illusions in the final belief of Macbeth and king James L: the Nymphs, Fairies, and Fatal sisters are all found to be identical; so that all our authorities agree in their description of the Scene: but Shakespeare while complimenting James I. indirectly by converting Macbeth to his doctrine takes care to leave the spectator so much more strongly imprest by the aweful terror inspired by the scenes he has witnessed than by the tardy change in Macbeth's creed, that he, if at all sympathetic to the highest art, remains for the nonce a poetic pagan, rather than a Jacobean Christian. Now let us turn to the Cavern Scene. Here we have no longer goddesses of Destiny, but veritable Witches to deal with; distinguished from those of Jonson and Middleton only by poetic superiority. Their charm-cauldron and its contents, hat, dog, -lizard, adder, babe's finger and the rest are paralleled with exactness too closely by the other dramatists, who have treated of the same subjects, for them not to have had Macbeth before them: and if we look on further to the description of their functions given by Macbeth himself we find only the usual powers assigned to them that are detailed in the trials of the unfortunate creatures who were condemned by the legal tribunals of the seventeenth century; untying the winds, raising storms by sea and land, destruction of buildings, confusion of the ordinary course of nature, are the qualities attributed to them: it is not till the sights or apparitions come on the scene, the masters, whom they raise by charms and invocations, that we recognize the portion of their dealing with the fiend which induced in Macbeth the belief that here again he was in contact with the weird sisters, the prophetic fates. So once more we find Shakespeare faithful to his authority Hollingshead. He tells us that c he had learned of certain wizards how that he ought to take heed of Maeduif and that 'a certain witch had told him that he should never be slain with man born of any woman, nor vanquished till the Wood of Bernane came to the Castle of Dunsinane'. And in the same passage 'the three Fairies or weird Sisters' are again mentioned apart from the wizards or witch. So also Heylin tells us that Macbeth obtained these later prophecies from "certain of his wizards 1 . It is curious that Forman sketchy as his account 18 should omit all mention of the cavern scene and indeed of witches altogether. His leaving out such an integral part of the play ought to make us very careful of grounding any conclusions on the fact of his omissions; and certainly we must not infer from his saying 'there was to be observed first how, Macbeth and Banquo riding through a wood, there stood before them three women etc.' that the scene with the bleeding captain was not acted in some form at the performance which he witnessed. We have now obtained pretty strong evidence that the three witches in the cavern scene are distinct from the three weird sisters of the blasted heath; who are in Macbeth's mind identical with the three prophet-apparitions of the armed head, bloody child, and child with the bough in his hand. It becomes next necessary to explain the way in which these got confused and amalgamated so that witches and weird sisters In the fire which took place at the Globe Theatre in 1613 we have strong reason to believe that many of Shakespeare's MSS. were destroyed. Of his thirty six plays sixteen had been published in a complete form; and two others entered for publication, copies of which were probably still retained in the publishers' hands. So that for half his plays there is no question of our having them in a substantially accurate version. For eleven others the internal evidence of their completeness and authenticity is so strong that they have never been doubted. But I submit that for any play of Shakespeare's, not published in Quarto, our external evidence of its completeness rests entirely on the assertion of the publishers of the Folio and we know that in many instances they did not issue complete editions, but editions that had been altered and abridged for the stage: as for instance -in the cases of Lear and Hamlet. But it is precisely in these plays, that had not been published before the fire, and for which we have only internal evidence to depend on, that we find cases of undoubtedly joint authorship. Henry VIH. and The Two Noble Kinsmen for instance are certainly partly written by Fletcher. Similar remarks apply to Timon, the masque in the Tempest, Cymbeline's vision, and the plays of Julius Caesar and Macbeth. In the case of Macbeth, which alone we are now concerned with, many gaps have been noticed by the editors, which need not here be enumerated. The alterer Middleton (as Messrs. Clark and Wright conjecture him to be and with good reason), seems to have confined himself to trying to fill up the deficient quantity of the play, by inserting songs and dances, and music and shows. Now I would first notice that the only dances in the play occur either in the portions added in 1(5*73 or in the parts In Act IV, Sc. 1 this very dance is introduced from Middleton after Hecate has bidden the witches sing c about the cauldron like Elves and Fairies in a ring'. We must remember that Shakespeare's Elves and Fairies are not the Fairies of Hollingshead and Forman, but the Oberon and Titania of Midsummer Night's Dream. Such a comparison as is here instituted between their dancing and that of the filthy Hag-Witches would to him have seemed intolerably ludicrous. The final dance of the witches in this scene before vanishing is a part of Middleton's insertion rightly assigned to Hecate by Davenant though given to the first Witch in the Folio.
I note next that allusions to Familiar Spirits namely ς Ι come Grimalkin, Paddock calls' (Act I, Sc. 1) and 4 My little spirit, see, sits in a foggy cloud and stays for me' (Act III, Sc. 5) occur in the parts of the play, assigned to Middleton by the Clarendon Press Editors. Their close resemblance to Middleton's work was pointed out long since by Steevens.
Again in a piece of Act IV. Sc. 1, which, on account of its containing the expression 4 0ur high placed Macbeth' in a speech uttered by Macbeth himself, has been rightly designated by the same editors as 'strange', there also occur two differences from all the rest of the play in names of places. Birnan(e) or Byrnan is there called Byrnam and Dunsinane Dunsinaue: Hollingshead writes Bernane; it is not likely that Shakespeare would in this place only alter his pronunciation or his spelling.
Moreover in the Hecate scene (Act III, Sc. 5) Hecate states that the illusions by which Macbeth is to be deceived will be produced by 'a vaporous drop profound that hangs on the corner of the moon'. This drop is not used in Act IV, Sc. 1 and the illusions are produced by totally different ingredients. Yet once more. The Hecate in the parts of the play supposed to be by Middleton is a witch, who flies in the air, has a familiar, is chief contriver of charms; she is the head witch, as she is also in Middleton's play, but nothing more than a witch. She is not the Lamia, the Queen of Fairies, that Hecate was popularly supposed to be; still less is she the Hecate mentioned elsewhere in Shakespeare. In every instance he speaks of Hecate as the threefold Diana, patroness of magic, supernatural and awful; witness these passages: It is not conceivable that Shakespeare should introduce Hecate in two such distinctly irreeoncileable characters in the same play. It may also be worth while to notice that in none of the principal witch plays which were imitated more or less from Macbeth by Middleton, Ford, Jonson, &c. is there any assignment to the witches of such prophetic powers as the three weird Sisters possess: but in all respects they are represented as like the Shakespearean witches in Act IV, Sc. 1. Finally Middleton's Witch introduces six witches in the scene (three of them mute) to make up a number sufficient fora dance: in the part of Macbeth suspected to be Middleton's we find in like manner 'enter Hecate and the other three Witches' three witches being already on the stage, and a dance immediately follows. Surely this indicates the same handiwork.
For all these reasons, and I could add others but for avoiding wearisomeness, I adhere to the theory of Messrs. Clark and Wright in assigning portions of the Witches' songs and all Hecate's to Middleton. It remains to give some account of the successive changes made in the play on the assumption that this hypothesis is true. Macbeth was probably written and produced at the Globe in the season of 1604-5, that is before Easter 1605, as Mr. R. Grant White has given us strong reason to believe. It was seen by Forman at a revival in 1610. In 1613 the MS. or stage copy belonging to the Globe may have been burned with those of other plays. The principal parts however of Macbeth, his Lady, Banquo, and all the chief characters were easily recoverable from the actors, so far as they had been in the habit of speaking them; but many of the speeches would be abbreviated and some of the minor parts spoken by inferior unattached 'supers' would be lost. The play in this state, being the very shortest of all Shakespeare's productions, not half the length of Anthony and Cleopatra, would require padding. Middleton having written his Witch and Shakespeare having retired from the theatre the most likely person to choose to fill up the lacuna) would be the writer of a somewhat similar play. The Witch not having been printed although acted Middleton would transfer two 'songs' from it, but, still requiring additional material, would introduce Hecate and dancing. The use of Hecate is to connect the weird sisters and the witches: by identifying these an opportunity for a dance would be obtained in Act I, Sc. 3, before Macbeth and Banquo come on the stage. He would also patch a line or two here and there. The parts thus supposed to be introduced by Middleton are Act I, Sc. 1, 1. 1-12; Sc. 3, 1. 1-37; for the Witches: and Act III, Sc. 5, 1. 1-36; Act IV, Sc. 1, 1. 39-43; 125-132; for Hecate: Act IV, Sc. 1, L 92-102; for Macbeth. The Speeches of the apparitions in this Scene have also I think been worked over. Following Middleton's lead, in 1673 some person unknown introduced two songs additional and in 1674 Davenant ruthlessly mangled the whole, as I have described above.
There are many incidental confirmations of this hypothesis: the extreme inaccuracy in the metrical arrangement of the Folio; the blunders of ear, not of eye, pointed out by the Cambridge Editors; the numerous instances in which lines or passages have dropt out; all point to a reproduction of the text from recitation not from copying a manuscript. There are also minute similarities between the metres of the suspected portions and those of the corresponding parts of Middleton's plays which cannot be given here.
The special objects I have in view in this paper are twofold. First to draw attention to the fact that we cannot depend on having anything like an accurate or adequate text of any author's works unless they were published in his lifetime, either under his own superintendence, or in such circumstances as give some guarantee that no serious alteration of the text could have taken place: which sort of publication is the exception rather than the rule for our old dramas. Secondly to give what I believe to be a true exegesis of the nature of the witches in our greatest acting play; and to distinguish them from the far higher and grander Destiny goddesses or Weird fairies with whom they have for 250 years been confused.
The Witches, like Shakespeare's still greater Witch Sycorax, have power over the body: they can destroy property and injure health; confound the elements and call up apparitions; but it is only the Weird Sisters that have influence on the soul, that bind men with chains not forged by hands, that recall to us, in a manner that no other production of Teuton intellect ever has succeeded in recalling, the inevitable Nemesis, the overruling Destiny, that is the open secret of the tragic power of the Athenian stage.
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